The context
The Gleneagles Ryder Cup and Glasgow Commonwealth who applied were invited to perform a complete work at BDE; a further 11 companies were offered the opportunity to share studio work and another 40 were invited to take part in the Networking Trade Fair, held on the Friday and Saturday (Apter, 2014) . Janet Archer, Chief Executive of Creative Scotland, explained the potential impact of BDE's 2014 location:
I really do feel that here, in Scotland, we still need to sing better-and louder-about what we do across all the arts. But in terms of dance, where the quality of our work is really strong, I feel that hosting BDE will certainly help raise the art form's profile in a hugely dynamic way (Brennan, 2014) .
Held every two years since its inception in 1998, the event attracts dance artists, producers and programmers from around the UK and abroad to watch the cream of the contemporary dance crop. The purpose of the event revolves around seeing and being seen. Dance artists hope to be noticed by programmers, producers and funders; programmers, producers and funders look to find key talents; and as a PhD dance student and Co-editor of the Scottish Journal of Performance, someone who does not belong to any of these groups, this proved to be an exciting and valuable opportunity to interpose myself between the academy and the stage. The study of dance history has been criticised for focusing too narrowly on a set canon of phenomena; on key people, places, periods and trends (Aldrich, 1992; Carter 2004 Carter , 2007 Sparti and Adshead-Lansdale, 1996) . However, this was a discussion that reiterated the importance of hearing experiences and opinions from some of these 'key people' involved in choreographic processes. Spink focused on the need for and the choreographer's relationship with confidence. Davies recounted how in the early days she 'was doing it, while being it', describing the process as a constant race to catch up. She 'did not have a clue… but felt so released having the freedom to try'. Davies also described the process as necessitating 'a mixture of knowledge and The process has been used in a number of arts-based and non-arts-based contexts, such as to impart constructive criticism to choreography students-an experience that 'is so frequently a contentious and disheartening experience' (Williams, 2002, p.93 )-and to facilitate student reviews of writing by their peers in an interdisciplinary setting (Mahoney and Brown, 2013 (Wigman, 1966, p.17) . However, concerning ballet style, Morris (2003) has argued that strict adherence to the fixed forms of vocabulary and traditional methods of teaching and learning has led to a loss of opportunity for both progression and preservation of ballet styles. Significantly, the term 'modern ballet' has been adopted as a degree subject offered at the Royal Conservatoire of Scotland in conjunction with Scottish Ballet, with the curriculum described as 'classically based and complemented by a strong contemporary dance strand, allowing students to develop as technically accomplished, versatile dancers' (Royal Conservatoire of Scotland), thus challenging the claim that the ballet genre has no capacity to evolve. DOI: 10.14439/sjop.2014.0102.06 Tramway: home of Scottish Ballet and venue for Day 3 of BDE. With high attendance by delegates, two key themes emerged out of this highly invigorating discussion: quality of dance education, and the meanings and stories that dance should convey and is capable of conveying.
Dance education: Newson began by expressing deep concern over the poor body language and lack of artistry and basic technique displayed by dancers at vocational institutes. Over a decade ago, Morris (2003, p.20) argued that part of the issue in ballet training institutions is that teachers 'assume that their role is to teach students to perform the codified steps "correctly"'. Education institutions focus too heavily on training to the detriment of choreographed movement, and additionally, the lack of a student-led approach prevents dancers from acting independently and experimenting with their own progression, expression and creativity. Morris (2003, p.20) cites Foster (1997) in pointing out that 'such elements as interpretation, variation or performance style' are given limited attention. This impedes dancers' ability to meet the demands of different choreographers and companies.
Newson's comments drew both concurrence and difference of opinion from the audience. Delegates shared the concern that the standard of British dance was below par but the notion that training did not reflect the multicultural nature of British society was also raised, and the strengths of the dance industry were highlighted. However, all were united in agreement that this issue was a long-standing debate, and one that is likely to reoccur.
Dance as text: The discussion revolving around dance as a transmitter of meaning is rooted in the notion of dance as text, an exploration well-critiqued in postmodern and poststructuralist dance studies literature (see for example Desmond, 1997; Fraleigh and Hanstein, 1999; Goellner and Murphy, 1995) . is freely available and illustrates that many of the deliberations in the macro dance world are shared by dance researcher and worker alike. We should not just be dancing and talking to communicate these debates and discussions, but have the opportunity to read, report, preserve and expand upon them as well. 
